Immediately after the First World War and continuing well into the 1920s and 1930s, monuments commemorating the war were erected all over Europe. Although the concept of commemorating war through monuments long predates the First World War, no other war gave rise to such a large number of memorials.
Immediately after the First World War and continuing well into the 1920s and 1930s, monuments commemorating the war were erected all over Europe. Although the concept of commemorating war through monuments long predates the First World War, no other war gave rise to such a large number of memorials. 1 In formerly occupied territories such as Belgium and northern France, the need to express grief as well as gratitude, which had been suppressed by the occupying regime for over four years, appeared as soon as the Armistice was signed. 2 Ideas for monuments surfaced instantaneously and enthusiastically on the national and municipal level. Plans were proposed by formal and informal local associations, such as parishes, labour unions and sports clubs, but not all of these intentions materialized. Many did so only after a long time. 3 This article takes as its subject a phenomenon slightly predating the large-scale post-war statuomanie. It presents a case study of an exceptional series of ten 4 temporary monuments commissioned by the city of Brussels on the occasion of the festive return of the royal family to the Belgian capital on 22 November 1918. 5 These very first structures of First World War commemoration were placed in the city centre as part of the festive decorations and were made in stucco. They were thus fragile and only stayed in Brussels's public space for a short while. Nevertheless, the plaster monuments left a paper trail: the research presented here is based on newspaper articles, picture postcards, snapshots, newsreels and archival sources. The latter are scarce, because decisions were made hastily, and improvised procedures were used to speed up the process. Conceived as they were in the short transitional period between the war and its aftermath, one can ask whether these chaotic conditions and the preconceived temporality of the monuments prompted experimentation and innovation and heralded an altogether new artistic élan. This article presents, for the first time, a full account of the monuments and their authors, and considers the genesis, reception and afterlife of the sculpture series. We then consider two contextual factors: the concept of the city as a democratic open-air sculpture museum, already much in vogue in Brussels in the Belle Époque, and the existing tradition of temporary sculpture within the cityscape, notably in the context of nineteenth-century patriotic festivities. We believe both aspects -along with sculptors' feelings of patriotism, generosity and possible opportunism -contributed to the unique and speedy initiative taken in Brussels in 1918 to realize a parcours of ephemeral statues. Both angles will be framed by the specificity of the immediate post-war era.
in the rue Baron Horta, together with the sculptor Jacques Marin (one of the sculptors of the 1918 series), and the Monument to the French Unknown Soldier Killed on Belgian Soil during the 1914 -18 War (1927 , together with the sculptors Mathieu Desmaré, Jean Rombeaux and Ernest Salu. 15 According to the newspaper Le Soir, the sculptors completed their plaster projects in only a fortnight, a truly impressive feat, almost impossible even, in view of the fact that the casting of such large models takes considerable time. 16 The speed with which the works were realized is even more remarkable because several sculptures were ready and in place a few days before the deadline. 17 Le Soir spoke of 'improvised' monuments, 18 but it seems -and this is only logical -that many of the artists involved were inventive in the reuse and creative adaptation of existing models or designs. Alternatively, they might already have prepared their contribution to post-war commemorations during the war. The Brussels writer, journalist and art critic Sander Pierron (1872 Pierron ( -1945 , who specialized in sculpture, formulated it thus: 'A not quite so spontaneous flowering, for if some of these works were realized as quickly as the victory of our armies was confirmed, others had been long conceived and executed in the silence of the workshop.' 19 He spoke of 'sketches' that would have to be reworked or fine-tuned when finished in marble or bronze. Some sculptors would also recycle parts of their 1918 monuments in later works. All of the sculptors involved seemed eager to participate in the project. Several of them were established, had already won important prizes, like the Prix de Rome or the Prix Godecharle, and had studied in Paris and Italy. Others did not yet have very successful careers. Most of the sculptors knew each other well and belonged to the same networks. They had the same masters and took part in the same exhibitions and Brussels art unions, such as the Cercle Artistique et Littéraire and the more progressive L'Essor and Pour l'Art. Some were also friends. The majority were from Brussels or had trained at the Brussels Academy, most of them with the influential teacher Charles Van der Stappen (1843 -1910 . The latter was himself influenced by sojourns in Paris and Italy in the 1860s and 1870s, and by his contacts with contemporary writers, such as Camille Lemonnier and Edmond Picard.
The 1918 project provided the sculptors not only with an opportunity to show generosity and patriotism and sometimes a means to express personal grief, but also the chance to obtain visibility and prestige after a difficult financial period. This was true for many artists, sculptors in particular. Whereas salon paintings were still exhibited in Brussels during the war, this was significantly less the case for the much more expensive discipline of sculpture. From 1916 onwards, only some small plasters were exhibited in Brussels galleries. 20 It appears that no formal guidelines or templates for the temporary monuments were provided. The works varied remarkably in style, genre, height and format, and featured bas-reliefs and busts as well as full-length statues. The all-figurative statues represented personalities as well as small realist groups (the troops, the wounded or grieving women) and semi-nude historical and abstract allegories (e.g. Lady Belgium -sometimes called La Brabançonne -with different qualities, triumphant or grieving). Moreover, the statues were adorned with patriotic attributes such as flags, lions, Adrian helmets and laurel wreaths in various combinations. The monuments paid homage to a variety of causes in the military sphere: to the heroism of the Belgian soldiers who had died for their country, the wounded soldiers, King Albert I, the British nurse Edith Cavell executed in Brussels, the Allies (monuments dedicated to France, Italy, England and the United States) and more abstract values such as liberty, law and peace. An article in the press suggests that the choice of topics was steered by the city architect Malfait, who explicitly solicited monuments dedicated to Italy and the United States.
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By honouring the Allies, international diplomatic concerns were taken into account. This was much less the case with internal sensibilities regarding the suffering of different groups in the civilian population.
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The appearance of the monuments Photographs and picture postcards, as well as contemporary press reports, provide valuable visual and textual accounts of the temporary monuments after their disappearance from public space. The Catholic newspaper Le Soir briefly introduced five of the most frequently mentioned monuments to its readers as follows:
On the Grand Place, the Brabançonne by Samuel entices, in a beautiful movement, the people seduced by her song. M. Jacques Marin remembers the martyrdom of Miss Cavell, symbolized by the image of a woman in chains, followed by a group of lamenting women. In Place Saint-Jean, M. Mascré invites us to think about the dead, and represents a soldier lying down, supported by a nurse, by la Patrie herself. In the Park, M. Wolfers marries the united races of Flanders and Wallonia in a beautiful composition. And of all these monuments improvised for the street festivities, one of the most poignant is that of a French artist, Marquis de Pouilly, who erected on the place Surlet de Chokier, under a military porch, Lady Belgium trembling, energetically pushing away the invading enemy. In this way, the artists, the people, are singing a poem of enthusiasm, a hymn of victory.
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La Brabançonne ( fig. 2 ) on the Grand-Place ( fig. 1, no . 1) appears to be the most mentioned of the 1918 series. It was actually only a larger and more detailed edition (8m/26ft) of a statuette (47cm/1.5ft) that Charles Samuel (1862-1938) had already cast in bronze, in multiple copies, through the Brussels Compagnie des Bronzes ( fig. 1 , no. 12) in June 1916. 24 Samuel also continued to exhibit in Brussels during the war. 25 That the author requested the statuette to be re-issued again in November 1918 might indicate that he expected a rise in demand. Despite noble intentions, commemoration remained a business after all. La Brabançonne is a victorious female figure with her muscular right arm firmly holding up the flag and the left stretched out. She wears a long clinging robe, with one shoulder bare. Holding her head high, she glares into the distance. Her mouth is opened, as if enthusiastically chanting the triumphant 'le roi, la loi, la liberté', as inscribed on the plinth decorated with a cannon and broken chains in bas-relief. According to Sander Pierron, the figure that he interprets as La délivrance (Liberation) lacks elegance; he calls her vehemence 'plebeian'. 26 In her pose and determination, Samuel' work. In 1918 Wolfers adapted the former design to the new circumstances by slightly altering the position of legs, arms and heads, by making the figures more muscular and by adding a third laurel wreath. Moreover, a modest ship's hull ornament was added in front, and matter was kept between the figures' legs, both creating a more stable effect and a more monumental appeal. Next to the large version in stucco after this new design, Wolfers made one small marble and three bronze statuettes, the first of which was offered to the Belgian war hero General Jacques de Dixmude.
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In November 1918 Wolfers donated his monument to the city. The fact that the generosity of this gesture received considerable attention in the press might imply that the other sculptors were remunerated for their work. Around the time of its removal, in late January 1919, Wolfers offered to execute the statue in marble at his own expense, keen to keep it in a public space. of the artists' Cercle Labeur, where he exhibited, among other works, a sower and a haymaker (1900), as well as a bust of Sander Pierron (1904 fig. 1, no. 7) . Three figures occupy a simple plinth. A nude young man is carefully supporting a nude, wounded adolescent, unable to walk on his left leg. Behind them is a larger classical female figure with wings, in a long classical dress but with her arms and one breast bare, presumably a personification of Victory or Glory. With her right arm she touches the wounded man. Her left hand is raised, as if to hold a (missing) flag or torch. Maybe this figure was reused from a statue with another meaning and an unsuitable attribute, which was removed. However, Van Hamme's oeuvre and career remain too little known to determine the answer. What we do know is that he too was trained at the Brussels Academy, from 1900 to 1904, that he applied in vain for the Prix de Rome and that he completed a bust of King Leopold II and the inventive muscular figure of the god Boréas in Brussels's Parc Josaphat (plaster 1904, bronze 1922, installed 1923) . 43 On the Place du Vieux Marché aux Grains, in the western half of the city centre ( fig. 1, -1948) (fig. 10) . A sculptural group integrated into a baroque portal with a fronton (featuring branches with oak leaves and a medallion with a Belgian clawing lion, with a crown on top) represents Lady Belgium in a long dress with her arms, feet and one breast bare, her left knee leaning on a rock, holding a flag in her left hand, as she fiercely pushes back a -figurative as well as literal -wave of German soldiers holding rifles. Their helmed faces are almost caricatures, rude and brutal, and it is likely that they would have induced a strong response from the public. With her right hand, the classically helmed la Belgique pushes back the chin of an advancing German.
The choice of iconography and the fact that de Pouilly authored a temporary monument for Brussels in 1918 probably has much to do with the fact that he was incarcerated in the same German camp ( 11) . 48 Once more, it concerns a woman with a flagpole, now leaning on it with a more resigned expression. The outstretched body of a dead soldier lies at her feet, in turn lying over a seemingly defeated (Belgian) lion. It seems to say that Belgium's ultimate victory was won at a high price. 49 Presumably, most reviews omitted this monument because of its more marginal location away from the central city parcours and because it was not commissioned by the city of Brussels. Pierron, however, had published a monograph on Charlier in 1913, so it comes as no surprise that he included this public work. It is likely that the monument was Charlier's private initiative. As early as December 1915, the sculptor had officially proposed to the municipality of Saint-Josse to make (and pay for) a bronze statue for its fallen soldiers. In 1917 the municipal council was invited by the sculptor to see the final project. In September of that year he let the council know that he would make available 40,000 francs for the execution of the monument (excluding the plinth and the placement which the municipality would have to finance). In November 1918, in the context of the Armistice, a version in stucco was placed in front of the city hall. It is not unlikely that this was actually the same object shown to the council members in 1917. 50 The earliest statue that was part of the ephemeral series was that for the French General Augustin-Daniel Belliard (considered one of Belgium's founding fathers) by Guillaume Geefs. This monument had actually already been inaugurated in 1836 as the first statue erected in the capital of the new nation ( fig. 1, no. 11) . Because of the festivities, it was temporarily embellished by Jean Delescluze, who was already very much involved in the 1918 decoration effort ( fig. 12 ). This makes eleven sculptural attractions in total: ten monuments in stucco and one decoration of an earlier statue.
The king's return
The festive re-entry of the king into the capital on 22 November 1918 was extensively covered by the press. Many journalists mentioned the monuments as a successful part of the decorations. The first wave of reviews appeared in the Belgian press immediately after the monuments were erected. These accounts generally herald the nobility of the initiative and describe the monuments as part of the city's festive decorations on the royals' arrival. They provide information about the causes represented by the monuments, their sculptors and location, sometimes in dithyrambic terms. On 19 November the liberal newspaper La Gazette wrote:
On the Grand' Place, the 'Brabançonne' radiantly arises, happy to finally express feelings suppressed for such a long time. 'The Belgian rises from the grave': Ah! Yes! He rises with his head high and a serene face, like that of the woman to whom Samuel has devoted all his patriotic ardour.
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Most of these early reviews applaud the patriotism of the participating sculptors. Generally, they are mentioned by name, and their patriotic zeal is tied to their personal experiences during the war. La Gazette, for example, writes about the imprisonment of de Pouilly and the Brussels mayor, and La Presse de Bruxelles informs its readership that Wolfers was waiting for his son to return from the front while designing his sculpture. 52 The ) and Guillaume Charlier's Belgique (described as 'a worthy incarnation of the power of resistance').
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A fortnight later, after most of the temporary monuments had been removed from public view, the same reporter sounded much more critical: 'Some had a certain allure, a generous idea, beautiful lines, […] The others didn't match the symbol they wanted to incarnate. They missed feeling and soul. They were nothing more than informal sketches.' 55 Although he was not explicitly writing about this the arts, and he denied that this was the case. In his view, the 'excessive individualism of the effort', the lack of unity between the sculptures and their overall traditionalist approach prevented them from expressing a unique national identity. According to Pierron, the ensemble could not conceal the absence of a national Belgian sculpture school. Overall, the temporary sculptures were too classical, too formulaic and lacked novelty and audacity; the architectural plinths and settings were conventional and without invention. Even though Pierron called Wolfers's group 'logical, beautiful and expressive' and 'full of élan, force and grace', he criticized the project's 'negation of a modernist orientation' and called for sculptors able to express post-war grief, aspirations and hopes. 59 According to Pierron, all the sculptures (except for Charlier's, which he considers more intimate) had a monumental tendency and were explicitly conceived for the open air, and some artists did as such respond in the conception of their work to the democratic ideal of making the beaux-arts available to all, an idea already much in vogue in Brussels during the Belle Époque.
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An open-air sculpture museum
Before the war, Brussels was considered a liberal and progressive city with regard to the arts. In architecture too, the city knew its heyday during the Belle Époque, with art nouveau becoming visible in the streets. In galleries and at salons, one was able to see all things new in European art. 61 The museum was much discussed in the decades preceding the war, but despite several initiatives, this ambition was never realized. 65 67 Maus deplored the fact that it was 'all only temporary'. 68 The defenders were aware of the statuemania problem, but pleaded not for more stone or bronze 'gentlemen' in suits in the streets, but for more 'noble figures' by Meunier and kindred colleagues, proclaiming that 'all modern sculptures should be placed in the urban landscape, to their own benefit'. 69 The initiative in November 1918 should be seen in this context. The series of temporary monuments placed in the squares, parks and streets of Brussels as an open-air museum was certainly intended to appeal to the public at large.
Temporary sculpture
The placing of temporary sculptural decorations made of non-durable materials throughout the city had even earlier precedents. The uses of plaster for public sculpture are manifold. Plaster models of sculptures were an ideal way to present works at the yearly salons while trying to find a public or private commissioner to pay for their conversion into costly, durable materials. 70 In the case of commissions for public statues or monuments, plaster models, sometimes with a protective layer, were frequently placed in situ beforehand, in Belgium as elsewhere, to judge the proportions of the sculpture in relation to its immediate surroundings; to determine the ideal siting for decorum, historical or political motivations; for optimal visibility from afar; to investigate the reactions of the public, who had sometimes co-financed the artwork; or simply because the planned bronze version was not ready in time for the inauguration. Although these models were typically removed after a few weeks, days or even hours, they sometimes remained in situ for a much longer time than planned.
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In the context of world fairs and expositions, which Belgium frequently organized during the Belle Époque (Antwerp, 1885 and 1894; Brussels, 1888 Brussels, , 1897 Brussels, and 1910 Liège, 1905; and Ghent, 1913) , temporary open-air statues on and around the exhibition pavilions, made in stucco (locally called 'staff technique'), were installed for the duration of the fair. Some were converted into more durable material after the exhibition. 72 Throughout the country, ephemeral sculptures were also erected on the occasion of religious, folkloric and historical pageants, such as the ambitious historic parades organized in several Flemish cities in the mid-nineteenth century. These featured pageant wagons full of decorations in stucco, designed by sometimes famous architects, sculptors and painters, peopled by many figures in historical costumes. Another example is the septennial Virga Jesse parade in Hasselt, during which local street committees built monumental religious scenes in wood and plaster and performed on pageant wagons in the fashion of medieval English cycle plays. 73 However, it is the tradition of using ephemeral sculptures for annual patriotic celebrations in the Belgian capital that is most relevant here. Indeed, the festivities of 22 November 1918 strongly echoed the traditional patriotic festivities held on the national holiday (21 July) since 1831. On these days, except during the war when the festivities were forbidden by the occupying regime, the streets of Brussels underwent a true metamorphosis. With the help of architects, sculptors, painters and decorators, the city was reshaped into a grand open-air fair with flags and pennants, flower arrangements, paintings and temporary sculptures and architectural monuments. 74 From its start, the contribution of Belgian artists had been crucial, and their presence was considered a national tradition long predating the founding of the nation: 'in every epoch of our history, Belgian art has largely contributed to celebrating the fatherland, and the grandest artists have not looked down upon attaching their name to ephemeral creations whose glory helped to perpetuate the memory'. 75 For centuries, Belgian artists had been involved in preparations for the festive entries of rulers and royal families, as well as the celebration of national jubilees. A strong tradition existed of ephemeral sculpture in public spaces as part of these festivities. 76 The involvement of artists in national jubilees was only heightened with the emergence of the nation-state in 1830. The artworks represented the grandeur of the nation while contributing to it. They had a legitimizing, educational and commemorative function. Artistic contributions were the result of close collaborations between architects, sculptors, painters and decorators, and commissions were usually handed to established artists. Some of the tutors of the artists under scrutiny here, such as Geefs and Van der Stappen, 77 made ephemeral and permanent sculptures for these occasions. Of these short-lived (and sometimes later made permanent) creations, the triumphal arches, built as powerful signs of recognition and gratitude to the king, were the most prolific. The constructions and adjoining sculptures depicted the glorious past and future of the country and focused on the monarchy and the constitution to legitimate the nation-state. 78 These traditional elements were present in the November 1918 monuments too, but they were complemented by war-related causes and imagery.
Temporary sculpture and the First World War
In the context of the First World War, the use of temporary monuments gained new meaning. For the first time, a total war was being fought. The massive engagement of civilians revealed a pressing urge to commemorate specific and often local events or to publicly express and share grief. Yet the financial and logistic structures required to build permanent monuments were often missing or limited. This was already the case during the conflict. Across Europe, the result was ad hoc and often on-site monuments, such as flower shrines or simple wooden columns or crosses, mostly temporary and sometimes testifying to a remarkable ingenuity. 79 Such larger wartime temporary monuments were rare and often forbidden in occupied territories such as Belgium, where one had to resort to inconspicuous improvised shrines or memorials. 84 In the context of the occupation, religious celebrations often took on patriotic undertones. Throughout the war, All Saints Day was celebrated with special fervour in occupied Belgium. The Catholic tradition of laying flowers on the tombs at the local cemetery turned into massive commemorations of the fallen, reluctantly tolerated by the occupier. Next to the public's abundant decorations of the graves with chrysanthemums, paper flowers and wreaths, local authorities and patriotic associations erected improvised funerary steles and temporary monuments. For All Saints' Day in 1915, for instance, a temporary monument by an unnamed sculptor (the press only mentioned that he was a pupil of Thomas Vinçotte) of a Belgian lion holding the Belgian flag in its claws mounted on a stone plinth was erected on the cemetery of Saint-Josseten-Noode. 85 In November 1916 a pyramid-shaped memorial was erected on the cemetery of Ixelles, and a sculptural group embellished the soldiers' cemetery in the adjacent municipality of Etterbeek.
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In the first months after the war, the need for places of commemoration was deeply felt by the population, and questions immediately arose about who was to build and finance monuments and to whom they should be erected. 87 Yet official bodies on the national and local levels -overwhelmed with financial problems -were often reluctant to make decisions. Moreover, in June 1918 the Belgian Parliament had already decided that the state would only subsidize war memorials with an explicit artistic character and only up to one-third of their cost. This decision further curbed local authorities, and thus the building of official monuments did not immediately take off after the Armistice. Temporary monuments were an answer to this need. They were less cumbersome to realize and allowed at least temporarily for an actual lieu de mémoire (to use Pierre Nora's concept) to emerge. The monuments erected in Brussels in November 1918 were the first, but certainly not the last, post-war emanation of this need. They were quickly followed by other initiatives. In December, for example, a patriotic ceremony at the cemetery in Ixelles took place at the foot of a newly erected temporary monument by Isidore De Rudder (1855-1943) , who had his studio in Ixelles. The monument, entitled Souvenir, was referred to in a newspaper article as a temporary model of a larger sculptural set (consisting of several separate sculptures, including a group representing the rather atypical topic of 'the funeral of a hero') to be made by De Rudder later on. 88 As such, the group was never completed. The statues erected in Brussels in 1918 were made from wood and plaster without any immediate prospect of making them permanent, even if Le Belge Indépendant called them 'plaster models of future commemorative monuments'. 94 According to the same journal, the statues were intended to remain in place until Christmas. Some stayed longer, but by February 1919 all the sculptures had been removed from the public space and most likely either demolished or returned to their authors. 95 However, the monuments had struck a chord, and several plans to perpetuate them were initiated. In early December 1918 an enthusiastic reader of Le Soir advocated in a published letter to the editor casting the temporary monuments in bronze and financing them by public subscription. In response, Le Soir recommended the selection of the most meritorious monument: 'however, one could select one of the best and erect it by public subscription'. 96 Even if this early initiative seems to have died a quiet death, this is eventually what happened: three of the ten temporary monuments in stucco were given a permanent character, albeit in other locations, and with minor changes: Lagae's monument to King Albert, Charles Samuel's La Brabançonne and Guillaume Charlier's La Belgique reconquise. The latter two represent Lady Belgium holding the national flag with her right hand. The location of a permanent version of La Brabançonne was already a point of discussion in January 1919, when the city architect Malfait suggested the Place de la Chapelle in the popular Marolles neighbourhood. 97 This statue was not only the last stucco monument to be removed from its initial location (Grand-Place) in February 1919, but it was also the only monument that reappeared temporarily shortly afterwards. In April 1920 the plaster monument was installed in the Royal Park facing the Royal Palace (almost where Lagae's monument had been in 1918) on the occasion of the first post-war Brussels Commercial Fair. The monument was now positioned on a new plinth, with the same inscription but without the explicitly war-related bas-relief decoration. It seems to have been removed shortly afterwards. A rare picture postcard of the Commercial Fair is the only witness of this short, temporary reappearance ( fig. 13) . In 1930 the Brabançonne monument was once more reused, this time for the celebration of the Belgian centenary. Samuel had by then collaborated on war memorials in Edingen (1920) and Ixelles (1926) . 98 Prior to the festivities in 1930, money was raised by public subscription, and the statue was now cast in bronze by Brussels's Compagnie des Bronzes, where the statue would remain in store for some time, as its siting was subject to long discussions. Finally, it was decided in August 1930 to relocate it to the smaller, slightly peripheral Surlet De Chokier square, which was in November 1918 the location of de Pouilly's La vague. 99 At that time, the statue was put once again on a new pedestal and reframed by a new inscription: the first couplet of the national anthem, La Brabançonne.
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Charlier, in his turn, proposed to the municipality of Saint-Josse that he would make and pay for a bronze statue to its fallen soldiers in December 1915. He repeated this offer both in September 1917, when a model of the work was finished, and once more in January 1919, presumably around the time of the removal of the plaster model. 101 From the beginning, the city council was very pleased with the generous offer and anticipated placing the work near the war graves in the local cemetery. The monuments dedicated to individuals, for example nurse Edith Cavell (by Marin) and King Albert (by Lagae), were not made permanent as such. However, both figures were honoured by several sculptors in the years to follow. Several busts of King Albert were erected throughout the country, but none of these followed the Roman-style representation of the temporary monument by Lagae. After the king's unexpected death in 1934 and upon the commemoration of his death, several cities erected equestrian statues of him, 104 though never with laurel leaves, but instead mostly with In November 1918 rumour had it that the Cavell monument by Marin would be eternalized in stone and placed at the shooting range where Cavell had been killed or in the front yard of the nursing school where she had worked as matron. 105 Although these rumours did not prove true, the Cavell monument was among those cited most often as a contender for being made permanent. Even the French Le Petit Journal of 22 November 1918 mentioned governmental plans to erect a monument to Edith Cavell, on whose tomb flowers were laid that day, just as on the tombs of the other 40 fusillés. 106 Le Belge Indépendant wrote, 'Of all these monuments, only one, so it seems, is destined to survive, the one for Miss Edith Cavell, by Morin [sic].' 107 There was no objection whatsoever to the idea that the valiant British nurse deserved a monument. The design by Marin received a lot of praise, but also some criticism concerning its sketchy execution, lack of coherence and the rather voluminous tumulus. The advice of one journalist was clear: 'À reviser!' (Redo!) 108 The temporary Cavell monument in Brussels post-dated the memorial in her home town of Norwich (by Henry Pegram, 1862-1937), which was unveiled by the British Queen Alexandra on 12 October 1918. However, it predated by two years the large memorial by George Frampton Accordingly, it seems that only Charlier's La Belgique reconquise, Samuel's La Brabançonne and Lagae's monument to King Albert were reused for later monuments. This is surprising, since several of the sculptors commissioned, notably Georges Vandevoorde, Léandre Grandmoulin and Jacques Marin, as well as the architect François Malfait, moved on to make war memorials in Brussels and elsewhere in the 1920s and 1930s. However, one could argue that the temporary monuments did set the tone in style and themes for the permanent war memorials erected in Belgium throughout the interwar years. Commonplace dedications such as à nos soldats morts pour la Patrie or à nos héros featured on the early temporary monuments, and figures such as King Albert, La Brabançonne or the Belgian poilu were commonly used in the war memorials. Several symbols that featured on the temporary monuments were reused in permanent memorials as well, for example the Belgian lion devouring the German eagle, Belgian flags, laurel wreaths and so on. Yet most of these elements can hardly be called original. They had been used throughout the war and stemmed from iconographic imagery that predated the First World War. In that respect, the real impact of the 1918 temporary monuments on post-war sculpture was limited. Compared to the international avant-garde en vogue at the time, the temporary and the permanent monuments were designed in a fairly academic or realist-allegorical style, indebted to the nineteenth-century historicist sculptural tradition. In Belgium, as elsewhere, very few avant-garde sculptors made war memorials. 110 After all, memorials were not autonomous museum pieces but commissioned works ordered mainly by local communities, with particular demands concerning form and content and with a specific function. They had to appeal to surviving relatives, local inhabitants and society at large. Their public siting and the fact that they were often co-financed by the public (by public subscription or through communal taxes) called for a straightforward, uplifting, recognizable and inoffensive figurative design.
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Moreover, in 1918, for a younger generation of sculptors born in the 1880s, the time was not right to embark upon war memorials. Rik Wouters had died during the war. Georges Vantongerloo (1886-1965) , who would become a pioneer of abstract sculpture after 1917, stayed in the Netherlands as a refugee after being wounded at the front, and moved to France shortly after the war. Oscar Jespers (1887-1970), who chose Cubism from 1918 onwards, was then only at the beginning of his sculpting career. In 1924 he would make a war memorial in Oostduinkerke, but this is still quite realistic compared to his Cubist artworks from that period. As from the 1920s onwards, another, more stylized sculpting style would manifest itself, in Belgium as abroad.
In 
Conclusion
The series of ten temporary monuments in Brussels in November 1918 was an exceptional ensemble of commemorative structures, in view of the fact that the first permanent war memorials were only erected in Brussels from 1920 onwards. Not only are the scale of the series and the sculptural endeavour of several of the monuments remarkable, but also the time span of the materialization. Erected barely a fortnight after the Armistice, different elements contributed to this quick initiative and its rapid realization. First, the sculptors involved were inventive in reusing designs made before or during the war. Motivated by patriotic fervour, sometimes personal grief, but certainly the prestige of an official commission and the possibility of showing their work in a public space, many seized the opportunity and hastily executed their work in stucco. Secondly, on the official side, it is clear that the usual procedures for public sculpture were not followed. Next to a number of spontaneous contributions, sources reveal how specific causes had to be covered for diplomatic reasons, and sculptors were called upon to meet this need. Since the initiative was taken by the Brussels City Council -without the involvement of third parties or the national government -decisions could be made at the council's or even the city architect's discretion. This allowed fast decision making. Thirdly, the template of almost a century of open-air patriotic celebrations, pre-discussed ideas about the potential of Brussels as an open-air sculpture museum and a certain familiarity with temporary memorials made the initiative a not unusual concept and practice.
The 1918 monuments series presented individual artworks in public spaces and in so doing reconfirmed the grandeur of the nation and its renewed international appeal. It marked the apotheosis of national unity which was soon to be lost, perhaps foreshadowed in the lack of formal unity between the different monuments. Despite the sculptors' great efforts to finish their temporary statues in time, only two of them were later realized permanently in Brussels. Yet between 1920 and 1935, 113 Brussels and its municipalities would see the erection of more than thirty war memorials, some even designed by the same sculptors and mostly in an academic style, conforming to the international trend. While some of the 1918 monuments, such as those by Wolfers, Charlier or de Pouilly, could be considered quite original at their time of creation, none, as Sander Pierron rightly pointed out, truly created a new artistic élan that matched the glorious rebirth of the nation in November 1918. Considering their roots in the long-standing tradition of civic pageantry, they rather magnify an era slowly coming to an end than herald a new one. 
